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ABSTRACT

This paper is meant to serve as a reflection and observation of the author's work 

costume designing Temple University's production of The Two Gentlemen of Verona by 

William Shakespeare. The paper will walk the reader through the design process of the 

production from inception, through execution and to the final product. The paper will 

also reflect on the author's personal goals during the three years spent pursing  Master of 

Fine Arts in Theatre.
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CHAPTER 1

GOALS

My personal goal for attending Graduate School at Temple University to pursue a 

Masters of Fine Arts in Theatre, emphasizing in Costume Design, was simple: to learn 

how to be a better designer. Before entering the program, I felt that I had already built a 

strong foundation as a costume designer, but had opportunities for growth in all areas. I 

chose Temple University because I was familiar with Marie Anne Chiment. She was a 

former professor of mine from 2003 until 2005 at Webster University in St. Louis. 

Professor Chiment had taught my first theatre design class at the collegiate level and was 

very supportive and encouraging of my work. Without her inspiration and later 

connection to Temple, it is unlikely that I would have even found myself in graduate 

school. 

Specifically, I hoped to improve my visual communication skills with more 

informed collages, more inspiring and clear renderings, and more accurate detail 

drawings to better visually explain my ideas. For these skills, I relied on Marie Anne 

Chiment to help guide my journey. I also wanted to work specifically on communicating 

to a shop in order to execute a large scale design. I knew that working with a skilled team

such as Jennielynn Streed and Julie Watson would also help me to hone and develop this 

skill set.

I additionally aimed to improve my communication skills to communicate more 

effectively with directors and become a more active collaborator. I felt strongly that being
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in an environment with other theatre designers and designing several shows would help 

immensely with the goals set forth.

My time here has been spent working and succeeding at my goals with 

encouragement from the faculty, staff, and academic professionals at Temple. I have 

noticed drastic growth in the way I develop and communicate my ideas.

My personal goal on The Two Gentlemen of Verona was to implement and 

demonstrate the knowledge and improvements I have made in my design process.
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CHAPTER 2

BEGINING THE PROCESS

The design process for William Shakespeare's The Two Gentlemen of Verona 

started almost immediately once it was announced that I would be designing costumes for

the production and that it would also be my thesis project. The choice of The Two 

Gentlemen of Verona being my thesis project, as explained by mentor Professor Marie 

Anne Chiment, was that the production could take on many forms and be a unique 

production based on the concept and the “view” of the show; versus my other 

assignment, Anything Goes, which would not allow for the same flexibility.

I bought my copy of the script in July of 2015 at the Texas Shakespeare Festival's gift 

shop in Kilgore, TX, where I had opened another Shakespeare piece, A Midsummer 

Night's Dream, two days prior. I immediately began to read the script, make notes, and 

set about unravelling the text. The Two Gentlemen of Verona is regarded as Shakespeare's

first full length piece of written theatre. The difference between his earlier comedic work,

and his later comedic work, for example A Midsummer Night's Dream, is astounding. 

The Two Gentlemen of Verona ends with violence, a quick resolution, an odd 

commentary of women and love between gentlemen, and loose ends tied in mangled 

knots, whereas A Midsummer Night's Dream carefully picks up the loose string and ties 

them into a nice bow.

In the Fall of 2015, Professor Chiment was on sabbatical and gave her students 

the opportunity to be mentored by other designers. The second designer/professor was 
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Elizabeth Hope Clancy, a graduate of Yale with an MFA in Costume Design. Professor 

Clancy discussed her time at Yale and her studies under Jane Greenwood, who 

emphasized research to discover the world of the play. Professor Clancy informed us our 

class assignment would be to design a paper production, set in the same period the play 

was written. Other students were given the option to explore a play, playwright, and 

period of their choice; however, I was instructed that The Two Gentlemen of Verona 

would be my class assignment. Both Professors Chiment and Clancy thought that doing 

the show in the original period, as if Shakespeare had produced the play himself, would 

allow me to gain insight into the text. Moreover, this could also help me to examine what 

the actions of the play meant to an audience of Elizabethan England versus a 

contemporary audience of 2016. I began the assignment on September 30th 2015.

As with every production, I reread the script just for the enjoyment of really 

understanding the text. Often it was said by the mentors in the Department of Theatre that

the first read is the most important. For myself however, reading can be fairly difficult. 

The purpose of the first reading for me is more to establish how the play is to be read and 

how the language works. I do not typically see images during my first readings. This is 

especially the case when the language used in the text is so nearly foreign and removed 

from contemporary literature and speech, as it is with the writings of Shakespeare. At one

time, I believed that my difficulty with reading was a problem that held me back, but I 

have realized, it is only a difference in the way my mind processes information. I find 

that the second read is more important, because the second reading is when I can begin to

create visual images in my head based on the words in the script.
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After rereading, I then read the text a few additional times in order to create a 

costume plot and breakdown of the script. The breakdown is a table created to visually 

show who is in what scene, where each scene happens, and briefly what happens in the 

scene. In my costume plot, I also typically include references in the script regarding 

costume pieces referenced, costumes changes needed, physical descriptions of characters 

from their perspectives as well as others, and other notes used to influence a character’s 

dress: status, gender, political affiliation, geography, weather, culture, ethnicity, etc.

Once I finish the costume plot, the research phase begins. Professor Clancy 

pushed us to look at historical extant garments, patterns based on these garments, 

literature describing the society at the time, garment and fabric production of the time, 

and the playwright themselves. This research lead to a copious amount of discoveries 

regarding color theory of the time: who was allowed to wear certain colors and garments, 

what colors symbolically meant, and where the fabrics and dyes originated. The research 

process was the backbone of our design of the show for the assignment – finding 

garments, portraits, and symbols which represented each character in their costumes.

The project concluded on October 28th, 2015, with a visual KeyNote presentation, which 

demonstrated the knowledge we garnered from the research. Character by character, and 

costume by costume, I created a presentation which would visually convey the research 

in a way to communicate design choices. We were not to draw or sketch, but instead use 

images from scholarly texts and photos of historical garments and paintings to 
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demonstrate the choices that we made. The process was very informative, and though the 

actual realized production would be dramatically different from the class project, the 

research would not be forgotten or ignored.

I had known the concept and approach of what would be the actualized production

before the research on a historically accurate production began, but separated the two in 

my mind in order to gain the most knowledge from the two processes and approaches to 

the show. In the Spring of 2016, Professor Chiment returned from sabbatical and the first 

assignment was to create renderings based on our research. See APPENDIX I for these 

Historically Accurate Renderings.
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CHAPTER 3

THE CONCEPT

On August 19th 2015, James J. Christy, the director, reached out to the design 

team via email to express his interest in setting the world in a style that would reference 

the film maker Frederico Fellini. He saw a parallel in the worlds Fellini created in his 

films and the worlds Shakespeare developed in The Two Gentlemen of Verona. Mr. 

Christy said in his e-mail, “it is a world rich in style, sexiness, humor, wit, and individual 

quirkiness which should give us a lot to work with and should strike some spark with the 

self-conscious, odd, fun, and sometimes nasty aspects of the play.” He also referenced I 

Vitelloni  (1953) and La Dolce Vita (1960), as a comparison for the two worlds we would

be creating; Verona, which would reference the coastal town setting of I Vitelloni  and 

Milan, which would reference the bustling city life of La Dolce Vita.

Referencing Fellini meant the production would be a “modern” production, which

I had mixed feelings about the period of costume history. I had hoped to step out of the 

20th century for the production, and explore another period of costume history in order to 

expand my portfolio. I felt the production would be too similar to the work I had done on 

Anything Goes, which is scripted to take place only a few decades prior to Fellini's work. 

I had selfish concerns about the potential possibility of a lack of variety of realized 

productions in my portfolio. 

The lack of enthusiasm quickly faded however, as I spent the next weeks 

watching and re-watching the cannon of Fellini's work. The films were inspiring and felt 
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so incredibly right for the production. Fellini himself was a man from a small town who 

had moved to the big city in order to pursue his dreams. With this, the struggle between 

city and country permeated through almost all of his work. Fellini's work was also highly 

stylized, and in a sense, very theatrical. The work generally rejects realism as a story 

telling method, such as in 8½ (1963), where Fellini explores the internal flashbacks and 

dreams of the main character Guido Anselmi. Fellini, along with set and costume 

designer Piero Gherardi, created worlds that heightened reality and explored the 

psychological aspects of the world that the characters lived in and were creating. The 

scenery was often ambiguous, and the characters were dressed more as “types” than 

individual characters.

Though the title of the play, The Two Gentlemen of Verona, would imply that the 

play needs to be set in Italy, it is not necessarily true. Shakespeare would often times use 

exotic locals as place holders for what he may have actually been discussing in order to 

avoid ridicule or legal implications for speaking negatively against the court. For 

example, Milan could easily parallel to London with the dangers of a big city and Verona

could easily parallel to any simple English town, perhaps Stratford-upon-Avon. It is clear

that Shakespeare implemented this technique when you look at the text, the geography, 

and the history of his works. Neither Verona nor Milan are connected by water or on the 

sea; though Valentine and Proteus are said to sail from one to the other. Another fact that 

supports this theory is Milan had no Duke at the time. In fact, was under the Spanish rule 

of Philip II from 1540-1598 and would remain under Spanish rule until 1706. Choosing 

to reference Fellini set us firmly in Italy and gave us a strong essence to evoke. 
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My own travels had taken me to Italy several times, which I believe gave me an 

advantage in understanding the aesthetic. Between 2013 and 2015, I had spent nearly 20 

non-consecutive weeks in Italy, in both small towns including Padova, Lucca, Parma, and

Pisa, and in big cities, such as Milan and Rome. I had been working with five Italian 

dancers from different regions, who I consulted throughout my process to ensure that I 

was being authentic to the aesthetic of Italy. The Italian aesthetic can be hard to 

accomplish because it mixes impeccable sophistication with a relaxed effortlessness. A 

conversation with my longtime friend Davide Marongiu helped me further understand 

when he told that, “just like Americans, we put on whatever we have clean in the closet 

that day. Unlike Americans, we only have nice quality things to put on. Wearing nice 

things makes us feel better, and help us to forget our troubles.” Mr. Marongiu also 

provided another tip, “Italians, we always tuck our undershirts into our briefs. Not 

boxers, briefs. You know, to keep things secure.”  I would bring my own knowledge of 

Italy, along with research from Fellini, and consultation from my Italian friends to fully 

develop the world of the play with costumes.
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CHAPTER 4

WHAT THE CONCEPT MEANT FOR THE SHOW

Apollo Mark Weaver, set designer, and Nick Ligon, lighting designer, were 

instrumental in developing the visual language and the rules of the show. Establishing 

these rules and then applying them is what holds a successful production together. 

Through many interpretations and developments of the scenic design, we had discovered 

the production would be a unit set that used props, costumes, lighting and projections to 

establish locals. The set would be a unit set, minus the balcony, which would be rolled on

for Act IV, Sylvia's scene set on a balcony. The set conjured up images of Ancient 

Roman architecture, much like one can see throughout Rome and Milan to this very day. 

Weaver's design consisted of six pillars supporting a cornice. It was large, simple, bold, 

and elegant. The scenery broke the limits of the theatrical space with the addition of a 

thrust that lead out into the audience. The color of the stage went through many phases, 

but ended in a grayed out palette most akin to granite or concrete. See APPENDIX H for 

production photographs.

Later in the process, four steel trusses were added on stage behind the columns, 

and Ligon used these to hang lights that were visible to the audience. The trusses were 

added to help provide more light, as moving the thrust and the action into the audience 

greatly reduced the opportunity for front light. These trusses also directly referenced the 

production design of 8½. Parts of the Fellini film follow the leading man Anselmi, a film 

director suffering from a creative block, on to a film set and the skeleton of the set.
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Behind the set was a large projection screen, in the same aspect ratio Fellini used for his 

film. This decision regarding projections was taken in order to emphasize location, 

focusing on static images in black and white. The projection designer, Michael Long, was

not brought into the process until these rules had been established and my collaboration 

with him was limited.

The non-moving set, visible lighting instruments onstage, and the use of projections 

informed the choice that we would be creating a theatrical style that would be embracing 

some of the theories of Bertold Brecht. The visuals were not meant to create illusions, but

rather impressions that allowed the audience to fill in the blanks with their imagination. 

These conventions allowed the audience to be conscious and engaged in the viewing of 

the work. It is important to note however, unlike 8½, the production of The Two 

Gentlemen of Verona we were to produce would not contain the same meta-theatricality. 

The intention was not to do a play within a play, as Fellini did a film within a film in 8½.

Besides the two worlds of city, Milan, and country, Verona, another world needed to be 

created for the woods, the location where the story introduces The Outlaws. The Outlaws 

grew out the idea that the woods in the play represented an in-between, perhaps a road 

that connected Milan to another outlying city. The decision was made to make The 

Outlaws a motorcycle gang, and the motorcycles would be represented on stage. Full 

motorcycles never made it to stage, but instead each of the actors pushed the front wheel 

frame of a vintage motorcycle across the stage. The motorcycles were implied, much like 

the scenery, and were able to create both a terrifying entrance and a hilarious exit. The 

duality of fear and comedy the Outlaws exemplified the Fellini style.
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CHAPTER 5

HOW THE CONCEPT INFLUENCED THE COSTUME DESIGN

The choice to not use color in neither the set or the projections made it apparent to

the team that the costumes and the lights would be the two design elements providing the 

color for the production. The Fellini works we had been referencing had been in black 

and white as well, so we looked forward in the cannon of his work in order to see how 

color was used. The colors in Giulietta degli Spiriti (1965) and Fellini Satyricon (1969) 

provided the most insight. Both films used a vibrant color palette that was intensified by 

lighting. The palette ranges from warm to cool, high value to low value, but consistently 

delivers high intensity, high chroma and high vibrancy. The color is heightened and is not

realistic. The colored work of Fellini was the basis of the color palette for the costume 

design. While choosing colors, I would watch the films and study the colors. I would then

allow the films to inform the colors I would be putting on stage.

The choice to not use a moving set also informed the decision that clothing 

needed to help establish where the scenes were. For example, in the outdoor scenes in 

Milan, the characters would be wearing hats and women in gloves, as was appropriate 

during the time period. Verona had a warmer earthier color palette that had a yellow tone 

underlying in the colors. Milan had an underlying cooler color palette that used blues to 

create the jewel tones of the world. The clothing of Verona was looser and based on 

popular clothing of the 1950s, versus the clothing of Milan which was tighter in fit and 
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was inspired more by the clothing of the early 1960s. La Dolce Vita was released in 1960 

and 8½ in 1963, which allowed for more flexibility in the design regarding the shape and 

silhouette of costumes.
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CHAPTER 6

IMPLEMENTING THE CONCEPT FOR EACH CHARACTER

While researching the costumes for the period, I exclusively looked at cinema and

photography of the time. I ventured outside of the films of Fellini and looked at other 

cinematic pieces in order to gain a better understanding and defining of the visual world 

of the play. However, I attempted to keep cinema at the center of my research, because 

film was the lens through which we were interpreting the play.

I knew a clear division had to be created between Verona and Milan in order to 

help tell the story, and specifically to tell the story about the journey of Valentine and 

Proteus. Milan changes the look and the behavior of the two gentlemen; one could argue 

it changes Valentine for the better and changes Proteus for the worse. The division was 

made with color, texture and shape.

Valentine's first costume was based on the character Moraldo Rubini played by 

Franco Interlenghi in I Vitelloni . The character is the faithful brother in the film and in 

his final scene, he escaped to Rome. The final scene of the film parallels the opening 

scene of The Two Gentlemen of Verona, where a young boy is leaving the small city in 

order to become a man. I could not pass up  the reference because it was too clear. 

Valentine's second costume was an adaptation of the Steiner character in La 

Dolce Vita. Steiner is a character who struggles with the materialistic world and the 

world of his soul in the film. Though Steiner is much older than Valentine, the gentle 

nature of gentlemen behavior the character represents is similar to the same kind of 
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refinement that Valentine is seeking while serving the Duke of Milan. Valentine is in 

training to be a gentlemen and Steiner in the embodiment of Italian gentlemen behavior.

Proteus' costume in the opening scene referenced a photo from Bruno Barney's 

The Italians. The young boys in the photos of Barney were wearing short sleeve shirts of 

various styles. Fisher was seen wearing a short sleeved polo. The first costume was meant

to be simple, and incorporate the tones of the ocean as well as the colors of the sand. The 

color palette came directly from the shores of Napoli.

Proteus’s second costume reflected his inner change to a man obsessed with his 

own carnal desires. The costume directly came from La Dolce Vita and the character 

Marcello Rubini, during his glutinous party scene towards the end of the film. The finale 

costume mixed formal wear (a white dinner jacket) with an entirely black ensemble 

including black shirt sleeves and a black ascot. The costume became iconic and perfectly 

spoke to Proteus's transformation into a character obsessed with his own fulfillment. La 

Dolce Vita won an Oscar for Best Costume Design because of the bold choices made by 

designer Piero Gherardi.

Rossella Falk from 8½ provided a jumping off point for the character of Julia. The

character she plays in the film is provincial, but felt too informed and too refined to truly 

parallel Julia. The film It Started in Naples (1960) stared Sophia Loren as Lucia, an 

actress living in Naples. The look of this character felt much more suitable to Julia in the 

story. The two are both from beach towns, and are both of an elevated status in their 

represented lands.  Loren's costume in the film  a soft cotton dress with a floral print. I 

directly referenced the silhouette in Julia's first look while in Verona. Originally, I had 
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rendered a blue sleeveless dress, but due to sizing, chose another option in yellow which 

was closer to the color palette. 

In Act IV, Julia has disguised herself at the man Sebastian. In my discussions with

the director Mr. Christy and with Professor Clancy, the question was asked, “why does 

Julia dress up like a man? What does it mean?” In Elizabethan England, an actor would 

be a man playing as a woman playing a man; however, in a modern theatre, the role 

would be played by a woman and be a woman in men's clothing. There is an undeniable 

sense of eroticism involved when crossdressing occurs. Immediately, I had images of 

Marlene Dietrich in the 1930 film Morocco, by director Josef von Sternberg, but the 

reference wouldn't suit the time period as 30 years had past. Instead, I used my 

knowledge of fashion history to move forward and looked to French designer Yves Saint 

Laurent.  

In 1966, Yves Saint Laurent debuted the women's tuxedo, which was rather 

daring at the time. The suit was bold, strong, and broke all the rules that required women 

not wear pants as formal wear. The suits were high waisted and had a full leg; the look 

was androgynous, yet very sexually charged. I channeled the idea of YSL's tuxedo when 

designing the look for Julia as Sebastian. The suit needed to be sexy, yet still be able to 

be read as masculine. The suit consisted of two pieces, a jacket and pants, and was not 

worn with a traditional shirt, but instead a turtleneck as I had seen in photography in I 

Vitelloni.

Sylvia is the Princess of Milan in the story of The Two Gentlemen of Verona. 

When researching the time period of late 1950's and early 1960's Italy, I quickly 
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discovered the idea of royalty had disappeared with the conclusion of World War II. The 

closest princess to Italy at the time was Princess Grace Kelly, who married into the royal 

family of Monaco when she married Rainier III on April 19, 1956. Royalty and celebrity 

in the 1950's were held in the same regard from both the paparazzi and the public, much 

as it is today. However, I felt Princess Grace Kelly was perhaps too sweet, too American, 

and too wholesome to help fully inform the character of Sylvia. 

Anita Ekberg's character in La Dolce Vita provided much of the inspiration for the

visual look of Sylvia. Ekberg's character in the film, not coincidentally for me, shares the 

same name as the character in Shakespeare's story. The character in the film is a famous 

actress chased by paparazzi, which Mr. Christy worked into the tableau that introduced 

the audience to Milan and Sylvia in Act II. Both of the characters are very sensual and in 

charge of their own sexual power as demonstrated in the script of The Two Gentlemen of 

Verona in Act II.  In this scene, Sylvia has Valentine write a love letter to her from “her 

love,” although Valentine does not realize she is actually courting him.

The Duke of Milan was based on Rainier Louis Henri Maxence Bertrand 

Grimaldi, or commonly known as Rainier III, the Prince of Monaco. As mentioned 

previously, Italy had no royalty in the early 1960's and the closest royal family existed in 

Monaco. Mr. Christy and I both felt Rainier III was an excellent reference; however, we 

did not want to dress the Duke of Milan into too formal of garb. We did not aim to show 

formal Prince attire, but instead looked at more candid photos of the Rainier III. He 

needed to be able to look and feel relaxed throughout the show.
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Thurio's costume referenced both Prince Bernhard of Lippe-Biesterfeld and Alberto, 

played by Alberto Sordi, in the film I Vitelloni . In the film, Alberto lives with his head in

the clouds and is quite effeminate. Shakespeare had written the character as a fop, which 

directly speaks to the personality of the character Alberto.  Prince Bernhard of Lippe-

Biesterfeld was one of the princes in the Netherlands, known for his affairs while married

to Queen Juliana of the Netherlands. He was a ladies’ man, and also wore a carnation on 

his lapel which was included in the costume design.

Antonio was modeled after Frederico Fellini himself. Fellini exemplified the idea 

of a small town provincial boy moving into a big city to discover himself. We saw 

Antonio as a character who had become a man in the city but had returned home in order 

to create a family to avoid the tragedy seen in La Dolce Vita. I made the reference subtle, 

and perhaps unnoticeable, but for me it was important to relate the two men. 

Panthino shared many similarities to Antonio; Mr. Christy saw him more as a 

friend and comrade to Antonio more so than a servant. Examining the text closely, 

Panthino never uses the word “master” to address Antonio, and only uses it when 

referencing Antonio in his dialogue to Speed in Act III. I placed him in a sweater vest, as 

often seen on Fellini, to indicate he is lower class than Antonio but carries himself with 

some regard and esteem.

Lucetta's look was based off the character Sofia played by Sophia Loren in the 

1954 Italian film, L'oro di Napoli, directed by Vittorio De Sica. The character in the film,

like Lucetta, is working class and from a seaside town. The character dresses in a style 
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that blends traditional attire with a modern skirt of the era. The costume embraced the 

sexuality of character, while also celebrating her simplicity. 

The idea for Sir Elgamour to be in the uniform of the Carabinieri came from the 

conversation between Julia and Lucetta in the garden in Act I, Scene 2. Lucetta, in 

response to Julia's question, describes the man as a well-spoken knight. However, in the 

framework of our concept, a knight had to be reinterpreted. In many of the photos in The 

Italians, the Italian royal police are seen walking the streets of Rome and interacting with

the public. The uniform is bold and consists of a decorated double breasted coat, pants 

with a red stripe, a red lined cape, and the signature bicorn hat with a cockade with the 

colors of the Italian flag. These officers are unique to Italy, and are iconic as the Royal 

Guards at Westminster Abbey. When I had proposed the idea to Mr. Christy, he fell in 

love with the idea. Mr. Christy had traveled to Italy several times throughout his lifetime 

and thought the inclusion of the Carabinieri completed the picture and was unmistakably 

Italian. 

The Host was costumed to be a Roman Catholic priest in the production because 

Julia refers to him as “father” in Act IV, while discussing staying at his inn. The use of 

the title “father” versus “sir” allowed us to infer he was a cleric. The inference worked 

perfectly and allowed us to have a Catholic Priest as a speaking character in the play. The

priests are iconic to life in Italy. The cassock and ensemble was completed with a 

cappello romano, better known as a saturno, or more generally, a Roman Catholic priest 

hat unique to Italy.
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Speed and Launce drew their inspiration from the characters in L'oro di Napoli in 

combination with characters from I Vitelloni . The characters are simple men from the 

small Italian seashore, who pretend to be independent, but rely heavily on the admiration 

and acceptance from others. The two are also the clowns of the play.  I referenced the 

idea of “clown” with the use of strong vertical lines which were not used on any other 

character in the play. The stripes alluded to the clowns in 8½, without the need to be 

literal. 

The Outlaws for the production spawned from the idea that the Outlaws were a 

misfit motorcycle gang. In Barney's book, there are a few photographs of scenes of young

handsome Italian men posing on and hanging out around motorcycles. The men are 

wearing what appears to be no more than contemporary streetwear of the time. The men 

are not wearing boots, but instead are wearing shoes with an elongated toe that one might

describe as “slick.” The iconic motorcycle leather gang look is based on the 1950's 

English motorcycle culture and had yet to reach Italy at the time.

In order to help inform the audience as to who these outlaws were exactly, I 

included additional references to Fellini's Roma from 1972, and the American film The 

Wild Angels directed by Roger Corma in 1966. The Wild Angels, starring Peter Fonda, 

was closer to the timeframe of Fellini's iconic work, but Roma was geographically closer.

Essentially, I felt I needed to incorporate the use of black leather to help sell the idea that 

these characters were indeed bikers. See APPENDIX A for all renderings.

James J. Christy and I continued our dialogue of the characters. Almost every idea

I  brought to the table he received with open arms. It was very clear to me that Mr. 
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Christy was putting a lot of faith in me in order to help tell the story. We were on the 

same page with our references to Fellini, cinema, and Italian life. Mr. Christy is well 

versed in cinema, art, and culture, so we were able to discuss in depth how the world 

influenced the look of each character.
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CHAPTER 7

CASTING

James J. Christy and I continued our collaboration through the casting process. 

There was an expectation of casting 22 actors for the production, though there are only 16

speaking roles in the script. Mr. Christy had expressed interest early in the design process

of having several party scenes including: a farewell party at the top of show, a crowded 

street scene with paparazzi at the top of Act II, and a musical number at the top of Act 

IV. He had included in our discussions a list of characters he thought he would like to see

at points in the show. These included: a nun, a priest, waiters, a grandmother, butlers and 

paparazzi. Not only would Mr. Christy be casting the speaking roles, he would be casting 

an ensemble that would help transform and inform the audience as to the location of each 

scene. I thought Mr. Christy's idea  of creating an ensemble as scenery also spoke to 

cinema, where extras help fill the space to create a more natural scene.

In addition to the casting expectation, there was an expectation for the number of 

costumes for the production. The numbers set by Jennielynn Streed, the Costume Shop 

Manager, are meant to set parameters in order for the costume shop to have sufficient 

time to successfully produce a show. Costumes were counted carefully in order to ensure 

the costume shop would be able to continue to produce quality work without exceeding 

the time, money, and manpower needed to get a show on stage. 

I mapped out the character changes throughout the show and created a guide to 

help suggest to Mr. Christy ways that we could get more characters on stage without 
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causing too much strain on the costume shop. For example, an actor would be able to 

transform from one character to another by changing a coat and adding a hat, instead of 

requiring a full ensemble change. See APPENDIX E for the chart that was created and 

discussed with Mr. Christy that includes the cast members’ names, who they are playing, 

how many costumes would be required, and an estimated budget to produce the costume 

fully.

The auditions took place over the course of two days, November 16th and 17th of 

2015, on the main stage of Temple Theatre's Tomlinson Theatre. Luckily for Mr. Christy,

he was able to hear the actors in the space they would be occupying. For me, it was a 

great opportunity to see how people looked on the stage itself. Amy Blumberg assisted 

Mr. Christy with the production, and the three of us had many conversations regarding 

the actors auditioning during the breaks. We all took took  notes and compared them 

amongst ourselves.

After the auditions, we spent two more days, November 18th and November 29th, 

2015, for callbacks. The callbacks were crucial to the development of the show and 

direction of the costume design. Until the casting process was over, I was unable to move

forward in the design process because it would be unclear which additional ensemble 

characters we would be utilizing and who would be playing them. It was after the 

callbacks that it became clear who would be playing the speaking roles, and which other 

characters we needed to develop in order to create the spectacle for the show.

Sitting in on auditions and callbacks further strengthened the bond and 

collaborative spirit between myself and Mr. Christy. I felt as though I could relate to him 
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more as a director and understand the factors of casting and creating a show. He was very

open to suggestions, because we had equal stakes in casting the show. On several 

occasions we discussed how an actor's look would inform the look of the character.

At the end of callbacks, several surprising revelations had occurred. Both Speed 

and The Duke of Milan would be played by female actors. For the character Speed, there 

are so few references to his sex, that shifting the character's gender would not be a 

problem. Both the character Speed and the actress playing Speed would be women in our 

production. However, we intended a nod towards androgyny and not overly feminize the 

character.

The Duke of Milan would remain a male character, although played by a female 

actor. The actor would also be playing a provincial woman in Act I and a lady of the 

night in Act IV. We had a discussion and decided that we would not be treating the actor 

with facial hair or specialty make-up. We would allow the audience to see the woman 

playing the man plainly and unapologetically. 

Mr. Christy enjoyed the twist on gender, because in Shakespeare's original 

production men would play all of the roles, including the women's roles. He felt the 

choice spoke to the original, but also questioned gender binary and gender fluidity. He 

also thought it was tilted and skewed enough to show reverence towards Fellini.
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CHAPTER 8

EXECUTING THE DESIGN

Throughout the design process, I had been generating a piece list which would list

all of the specific items needed to create the costumes. The piece list was actually several 

lists, one for each actor that helped track not only all of the pieces, but also where they 

would be coming from and an estimate of how much the items may cost.

It was important to reduce the number of costumes, and luckily the theatrical rules

set by the scenic design, projection design, and lighting design allowed for the actors to 

be able to transform from one character to another in a much simpler way. Because there 

was an acknowledgement in the concept that the play was indeed a play, I did not need to

concern myself tremendously with completely changing the aesthetic of an actor to fit 

into various roles. Instead, many actors became other characters by simply changing a 

jacket, or adding pieces to a previous costume in order to evolve into another character 

and allowing the audience to imagine the change. 

The method of using pieces to transform actors from one character to another 

allowed the shop to reduce the workload. The method, however, does ask for more out of 

the actor, as they must also transform their physicality or voice in order to help tell the 

audience that they have transitioned into playing another character.
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I worked closely with the shop in order to determine what would need to be 

pulled, bought, or built for the show. In an ideal world, every piece has the potential to be

custom-made specifically for a show. However, Temple University and most theaters, 

have restraints on time, money, and manpower that must be considered when deciding to 

mount a show. The shop made suggestions on what potentially could be found, where it 

could be found, and encouraged me to cast a wide net in my search.

Through many discussions and negotiations between Jennielynn Streed, the 

Costume Shop Manager, and Julie Watson, the Assistant Costume Shop Manager and 

Head Cutter/Draper, it was determined what would be built in the shop at Temple 

University, and what would be contracted out. It was decided Kevin Rossm a 

professional draper with  a studio off-site ,would be building pieces for the show. Ms. 

Streed felt it would to my benefit to learn how to work with a draper who was off-site, as 

this would be the case in many instances later in my career. It was her belief that working

long distance would enhance my abilities as a designer.

Through our meetings, it was decided that Sylvia's jacket, The Duke of Milan's cape, Sir 

Eglamour's cape, and Julia's suit as Sebastian in Act IV would be built in house by 

Temple University's staff and graduate students. Sylvia's robe, and Sylvia's purple dress 

would be built offsite by Kevin Ross. All of the other costume pieces would be pulled or 

bought.

In order to communicate the information to the drapers regarding the builds, 

research was provided and in addition, drawings known as “flats” were generated. The 

flats are simple, very clear line drawings to communicate the “style lines” to the draper 
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and provide any details that may be missing. The flats can be seen in APPENDIX B. 

These two sets of flats were created for Kevin Ross. He would be working off site so he 

would need to be provided with as much information as possible. It was also decided that 

we would be building a red hat for Sylvia's first costume, an ascot and pocket square for 

Proteus, and the saturno for the Host. I would be in charge of executing these pieces 

because I have a fair amount of millinery work in my background.

In order to find the other pieces, I used the catalogue system for the costume stock

to look through the stock of costumes before entering the large and packed storage area. 

The system has a photograph of nearly every item in the stock, as well descriptions 

regarding size, shape, material and color. The system makes pulling the costumes 

exponentially easier than having to sort through the stock item by item. By using the 

system, I made a list and pulled the items that could be used for the show. Having a 

costume stock that is well organized helped facilitate the process of finding costumes and

pieces for the production.

Based on my pulling from stock, it was then apparent to me which items needed 

to be purchased for the show. Using the “Piece List” as my guide, see APPENDIX C, the 

process was made quite easy. I filled in the pieces that were determined to be built and 

pulled from stock what was possible. The leftover missing pieces would need to be 

purchased. Cross referencing the research, the renderings, and the actor's measurements, I

created a detailed list for each character of where to source the missing pieces. Nearly all 

of the purchasing occurred over the internet as it allowed the items to arrive to the 

costume shop without much of my own involvement. I created a large purchasing 
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document, see APPENDIX D, that was separated by vendor and included who the item 

was for, what size, and what color the item needed to be. The list was eventually updated 

with information regarding the order date and the arrival date.

The purchasing document was created in Google Sheets, which is a web-based 

spreadsheet program. The program has major advantages because it can be updated in 

real time and shared with several users. Jennielynn Streed was rather excited about the 

decision to use the program, because it allowed her and myself to look at and edit the 

document without having to send it back and forth or keep track of which version of the 

file was up to date. The downside is Internet access is required to access the file for 

editing; however, there was not a moment when internet was not available to me when I 

needed to access the sheet. Ordering occurred over the break between the Fall and Spring 

semesters at Temple University and items arrived in time for fittings the first week the 

graduate students were in the costume shop ready to work.

For the built items, I spent an afternoon of the break going to the Garment District

in New York City and picking up the yardages needed based on my conversations with 

Julie Watson. She was able to guide me in determining the yardages that would be 

needed in order to create the built pieces. I know the Garment District in New York City 

very well, so it was nice to see some familiar faces of store owners and be able to support

their local businesses.

Once work resumed from break, fittings began. The process was simple and 

required the actors to try on their costumes piece by piece to ensure the perfect fit based 

on shapes and proportions to their own anatomy. The fittings for the show went very 
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smoothly and not much additional work was needed. There was a minimal amount of 

surprises and nothing tragic was discovered. Some pieces needed to be reordered due to 

sizing. 

The costume pieces that were going to be built, were first made out of inexpensive

muslin material. Once the muslin was fit and the pattern altered, the costume would be 

cut out of the actual materials and then refit for adjustments. This process ensures that the

garment will actually fit before cutting the actual fabric, which cost on average $30.00 

per yard. Muslin cost roughly $.75 a yard. 
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CHAPTER 9

DRESS PARADE AND THE CHANGES AT DRESS REHEARSAL

Dress Parade occurs at a point when the costumes are ready to be seen on stage by

the director and the design team. This event begins the Tech Process at Temple 

University. It serves as the last chance to see the costumes before Dress Rehearsal and to 

address any existing concerns. James J. Christy was very enthusiastic during the event 

and was pleased with the costumes. He laughed and praised the humor of the design. The 

notes for the costume shop were nominal and easily achievable. There were some issues 

regarding hems and a few fitting notes regarding pants. Everyone was quite pleased with 

how the show was looking. 

Dress Parade can be quite stressful. Our Dress Parade was busy, but not stressful. 

I believe my organization and communication with the director, as well as the shop, 

helped facilitate a non-stressful event. On shows as large as Temple University's 

production of The Two Gentlemen of Verona, some characters could easily slip through 

the cracks. Mr. Christy was able to see each of the characters in their costume, and was 

very pleased with the results. The success of the Dress Parade began the Tech Process on 

a positive note.

After addressing the notes from Dress Parade, we moved into the First Dress 

Rehearsal. The First Dress Rehearsal is the first rehearsal when all of the technical and 

acting elements come together. The cast does a complete run of the show, in full costume.

This rehearsal allows the designers and directors to see the production as a whole. The 
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rehearsal also serves as an opportunity for the actors to experience the show in real time 

with costume for the first time.

It was at the First Dress Rehearsal Mr. Christy expressed concerns regarding 

Speed and Launce. He felt Speed was not reading feminine enough and she was visually 

confusing. He felt Launce was too rich and referenced Didi and Gogo from Samuel 

Beckett's Waitng for Godot as a visual cue to redirect the character. I did not see the same

problems with the costumes, but did see and feel a strong disconnect in the performance 

by the actors playing the roles. The actors seemed to be confused as to who they were 

playing, and gave the impression that they hadn't known how to extract the jokes from 

the text. However, as I discussed later with Mr. Christy, changing the costume helped 

resolve many of the problems. The inexperienced actors needed “less costume,” so they 

would not have to compete with the clothes.

I changed Speed's jacket from a military inspired jacket to a fuchsia cropped 

jacket and added a beret. The combination of the color and shape made the character 

more feminine, which I felt would confuse the audience less. The jacket also made the 

actress feel cuter and more comfortable, which inevitably would help her performance. 

Changing the costume allowed the actress to help develop the character she was playing.

Launce's costume shifted from a colorful palette that spoke to irony of Fellini and clowns,

and instead went neutral and more simple. I went back to my research and watched 

scenes from I Vitelloni , and decided to have the actor dressed more simply, like the 

young boys in the film. Launce's costume changed to brown corduroys, a beige button up 

shirt, and a “heathered” green cardigan. 
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During the First Dress Rehearsal, Sylvia's first costume was worn without the 

lamé brocade jacket for Act II.4. The red satin dress did not fit as well as the purple dress 

made by Kevin Ross for Look 3, and so the decision was made to use the purple dress in 

this scene as well in order to have Sylvia always looking her best. The audience had an 

intermission as well as Act IV to forget that they had already seen the character in the 

purple dress.

At the Second Dress Rehearsal, hair and makeup were added. During this 

rehearsal, Sylvia's blonde wig inspired by the character of the same name in La Dolce 

Vita, was cut from the show. This decision was made almost immediately after Sylvia's 

entrance in Act II. The wig really overpowered the actress and drew too much attention 

because the wig looked like just that, a wig. Instead, the Hair and Make-Up crew took 

over and styled the actress's own hair before each show.

During dress rehearsals, the actor playing Proteus had trouble tracking when he 

was supposed to be wearing what and when. Although a chart was supplied to the 

wardrobe crew, see APPENDIX F, an additional chart, see APPENDIX G, was made in 

order to help the actor know when he was meant to change his costume.
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CHAPTER 10

REFLECTION AND CONCLUSION

Temple University's production of The Two Gentlemen of Verona was well 

received by the audience on opening night and I received many compliments for my work

on the show. I carried a feeling of pride that night, as I had completed a successful design

with relatively low stress. Low stress is highly unusual in many theatrical practices. 

James J. Christy and the design team were very open to collaborate and thoroughly 

enjoyed discussing and developing the production throughout the process. The 

collaborative spirit was infectious and anyone involved seemed to have a full stake in the 

project. The show looked good and the actors felt good in the costumes. The costumes 

were also right for the characters as well as the actors. The costumes were able to help 

emphasize the story, without overpowering the text written by Shakespeare. See 

APPENDIX H for photographs of the realized production.

I achieved my goal of being able to effectively communicate my ideas to the 

director, the other designers, and the costume shop. I saw improvement on how I was 

able to share my ideas and turn my ideas into fully formed costumes. There is nothing I 

would really change, except I would want the show cast sooner to facilitate the design 

process. Many times casting directly influences costume design choices.

I have made great strides working toward my goals while attending graduate 

school at Temple University. The particular process of The Two Gentlemen of Verona 

helped me identify the growth I have made as an artist. I have become a stronger 
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collaborator, a more informed designer, and a better communicator. I was able to adapt, 

interpret, and reimagine the characters of The Two Gentlemen of Verona to fit beautifully 

into the Fellini inspired world we created. Using my communication skills, I was easily 

able to give information to the costume shop that allowed them to successfully produce 

the show. I communicated well with the director Mr. Christy and helped inspire the 

action onstage with costumes I had designed. I also worked well with a team of designers

and had a strong part in creating a very cohesive and spectacular work.

The process of the show and my time spent in graduate school has also taught me 

self improvement is constant and ongoing. I have learned to always strive for self 

improvement and accept the idea that perfection can never be attained. There is always 

room for growth and always an opportunity to learn. Graduate school has made me more 

excited to continue to improve. As Martha Graham said to Agnes de Mille regarding 

being an artist, “There is only a queer divine dissatisfaction, a blessed unrest that keeps 

us marching and makes us more alive than the others” (Mille 264).
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APPENDIX E
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APPENDIX G
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APPENDIX H

PRODUCTION PHOTOGRAPHS

ALL PHOTOS BY JOHN FLAK
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APPENDIX I

HISTORICALLY ACCURATE RENDERINGS
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